temperate;8 indeed, in Ovid Metamorphoses 6.339-42, it is hot and dry. Therefore, applied to Lycia in Aeneid 4.143, hibernus cannot mean "wintry." Out of thirteen other occurrences in Virgil, hibernus carries the meaning "in winter" in all cases but two (Ecl. 10.20, G. 2.339). This usual meaning of hibernus is the meaning in Aeneid 4.143 as well. Lycia is not Apollo's "winter home" (so R. G. Austin, 1955 , ad loc.); on the contrary, it is the place in Asia that in winter the god leaves behind for Greece.9 Yet it is an unfamiliar Apollo who joins his worshipers in the dead of winter. As T. E. Page and Arthur Pease remark (1894-1900 and 1935 respectively, ad loc.), the presence of the visitors named in 4.146 actually rules out winter rites on Delos. The god whose epiphany coincides with winter is rather Dionysus, winter being the season when this god renews his biennial dances on Parnassus and, probably, on Cithaeron as well.10 Thus, no less than the god's journey from Asia to the Greek land of his mother, the winter setting of this journey suits Dionysus above all.
After leaving Asia and arriving in his mother's land, Apollo is said to "renew dances" (instauratque choros) in Aeneid 4.145. Dances in honor of Apollo are attested elsewhere,ll yet they differ in several respects from the dances described here in Virgil's simile. For example, Apollo is elsewhere a spectator, but here he takes the initiative. Secondly, in the cult of Apollo, dancing is but one of several concurrent events,12 but here it is the sole event. Finally, if the dances on Delos in Virgil's simile reflect the historical Delian festival,13 celebrated annually, then the simile is remarkably indifferent to the fact that at this festival, the dancers were girls and were led by a bard.14 On the other hand, instauratque choros suits Dionysus admirably. No mere spectator as others sing and dance in his honor, Dionysus is "the dance god par excellence."15 In Dionysiac religion, moreover, dance does not share the stage with other, equally prominent forms of worship; rather, it is "the central and essential feature of Dionysiac rites."16 Finally, the verb instaurat in Virgil's simile implies the god's personal renewal of dances performed at regular intervals. Applied to Dionysus, this verb would denote not only the god's participation in his votaries' dances, but in particular the 8. Cary 1949, 155. 9. Apollo thus replicates Aeneas' abandoning Carthage in winter: see Lewis 1961, 12 . Promoting this implication is Virgil's substitution of deserit for straightforward coatv in the corresponding part of Apollonius' simile (Argon. 1.307). Likewise, in Aen. 1.745-46, the same action of Aeneas in the same season is anticipated by Apollo when, in his celestial manifestation as the sun, he hastens to dip himself in Ocean in winter (see Lee 1988 , 10-12). As for Dionysus, not only does he travel in winter, but he further parallels Aeneas in traveling by sea (Otto 1965, 63, 93, 156, 163, 198 In summary, then, the dances renewed by Apollo in Virgil's simile are less than perfectly congruent with the usual form of Apollo's worship; much more do they resemble the dances reinstituted by Dionysus in alternate winters.
In Aeneid 4.146, Apollo's votaries are a motley crew. This is explicitly acknowledged in the participle mixti (4.145), which Virgil employs elsewhere as well to denote comminglings of heterogeneous groups.18 Apollo's Cretan worshipers are mainstream Greeks, but the Dryopians are "a rude and predatory Greek tribe."19 The Agathyrsians are obscure barbarians who here make their debut in Latin poetry, never to be mentioned again by any poet except Juvenal, who, contradicting Herodotus 4.104, thought them uncivilized (immanes, 15.125).
Polyglot devotees such as these are out of place in the cult of Apollo, "the most characteristically Greek of all the gods,"20 and a god who "moved only in the best society," withholding his epiphanies from all except the nobility. (Burkert 1985, 143-44) . In reply, I would stress the important fact that the Apollo of Virgil and Callimachus is not necessarily identical to the historical Apollo in all respects. Nevertheless, even if one adopts a narrowly historical point of view, it does not follow from the internationalism of Delphi and Delos that Greeks and non-Greeks alike worshiped Apollo there. Similarly, in a modern cosmopolis like Manhattan, Jews, Muslims, Christians, and unbelievers interact constantly, yet this interaction has little influence on the religious practices of any of these several groups. As for the diffusion of Apollo's cult in Mediterranean lands, this was due to the migrations of Greek colonists, whose religion cannot be assumed to have won over their non-Greek neighbors. To quote Burkert (loc. cit.), "the worship of Apollo is spread throughout the Greek world." The qualifier "Greek" deserves emphasis. Lewis 1961, 12. no place in the elitist cult of Apollo. Such a retinue of polyglot worshipers would rather be at home in the ecumenical milieu of Dionysus. The same applies to the tripartition of Virgilian Apollo's votaries into Cretans, Dryopians, and Agathyrsians. Just as Bacchic rites were celebrated every three years (reckoned inclusively) and dubbed TptierTpi6gc accordingly, so was a community of the god's devotees divided into three Otiaot. Even if not universal, this was at least the custom in Thebes24 and so became well known in antiquity. Therefore, when Apollo's devotees fall into three groups in Aeneid 4.146, this tripartite organization is consonant with other features that give to these worshipers of Apollo a distinctly Bacchic quality.
Before we turn from the content to the diction and the poetic style of Aeneid 4.146, the final two words (altaria circum) in the preceding line deserve comment. The specific detail that Apollo's retinue circles the god's altar finds precedent in Theognis and Apollonius.25 Nevertheless, as "one of the most ancient types of dance ... especially associated with springs and altars,"26 a ring dance such as this is by no means confined to the cult of Apollo (or even, for that matter, to Graeco-Roman antiquity). Indeed, arguably its most familiar realizations in Greece are all connected with Dionysus. In Greek theaters, the orchestra contained an altar to Dionysus (the so-called OuiSkq) at its center, and, in the earliest Greek drama, the chorus danced round this altar.27 Correspondingly, at the City Dionysia in Athens, the dithyramb was performed by a chorus dancing in a ring around the altar in the orchestra.28 Indeed, Aristophanes routinely treats the circular formation of its chorus as a distinguishing feature of the dithyramb, even as he dubs the dithyrambic poet Cinesias a KuKkto6ttadCKakoXg.29 Thus, while Apollo's connection with singing and dancing round an altar would appear to be mostly confined to Greek poetry, the same practice in a Dionysiac setting was nothing less than a recurrent and, hence, familiar aspect of Greek cultural and religious life.
If the words altaria circum evoke the shape and the locus of the dithyrambic chorus, the meter and the diction of the following line (Aen. 35. "Why Virgil should introduce them into the worship of Apollo is not clear" (Pease 1935, 193 To turn from the Agathyrsians to the action in which they engage, Theognis 779 and Callimachus Hymn to Apollo 102 will not allow the claim to be made unconditionally that noisy worshipers are out of place in the restrained ambience of Apollonian ritual. Yet the roar that they here emit, though elsewhere unparalleled in the cult of Apollo, is one of the primary attributes of Dionysus and is reflected in this god's epithet "Bromius."41 Indeed, ancient musicological sources contrast the restraint of the Apollonian paean with the boisterousness of the Bacchic dithyramb,42 which Aeschylus characterized as pLtopoac (TGF 3.355). For Pratinas too, noise (0opupoq) was one of three attributes distinguishing a Bacchic Oiaaos (TGF 1.18).
In the realm of diction, Virgil's verb fremere is something of a vox propria for the Bacchic roar, recurring in this connection not only in the Aeneid (7.389), but also in Ovid's Metamorphoses (3.528). Indeed, fremere is probably cognate with Greek ppiCpt1 and, hence, with Dionysus' epithet Bromius.43 Together with Agathyrsi, then, fremunt would create another etymological link, real or apparent, between a word in Aeneid 4.146 and one of the hallmarks of Dionysus. Indeed, there may even be a third such case, for the Dryopians share with Dionysus nomenclature connecting them with trees in general and with the oak in particular. As their name contains the stem of Greek 6puS ("tree," "oak"), so does Dionysus receive three epithets, all compounded with 6ev6p-, that make him Lord of the Trees.44
Even if Aeneid 4.146 is the most ostentatiously Dionysiac of all the lines in the Apollo simile, intimations of Dionysus persist in the rest of the passage as well. In the phrase ipse iugis Cynthi graditur, for example, at the beginning of the next line, Apollo is so unfamiliar a traveler on mountain ridges that Pease, overlooking the Homeric Hymn to Apollo 141, cites no parallel for this detail. The noun iugis would in any case imply a mountain somewhat higher than the 118-meter hill that Cynthus is. Thus, while Aeneid 4.147 suggests both a mountain and a mountain deity, neither Cynthus nor its god meets either requirement particularly well. On the other hand, a mountain god45 par excellence is to be found in Dionysus, who appears later in the Aeneid summoning his maenads to Mt. Cithaeron (4.302-3) and 40. Tib. 2.1.55-56 credits the farmer with being the first to have led dances in honor of Bacchus, and to have done so painted red. Thracian maenads are depicted wearing tattoos on several Greek vases (Dodds 1951, 163 only. To be sure, in being compared to an Apollo who wears gold in his hair, Aeneas is made to match the golden queen56 who is herself compared to Apollo's twin sister in a matching simile. Indeed, Dido's gilt attire is highlighted in Aeneid 4.138-39, just before Aeneas is compared to an Apollo with gold in his hair. Nevertheless, the fact remains that Apollo's gold in Aeneid 4.148 is such as to evoke not primarily its divine associations, but rather gold as an emblem of luxury and supercivilization. Pease, for example, finds Apollo's "richness of dress" sufficiently striking to merit comment and to require explanation.57 In a word, the Apollo of this simile exhibits more than a trace of the foppishness that is a hallmark of Dionysus.58 It is safe to say, then, that much of the simile comparing Aeneas to Apollo rather gives the impression of likening the Trojan king to Apollo's polar opposite, Dionysus. Nevertheless, the detail with which the simile concludes-tela sonant umeris in Aeneid 4.149-belongs to Apollo alone. Recalling Homer's description of Apollo bringing death to the Greek army in Iliad 1.46-47, weapons rattling on the god's shoulders are incompatible with the peace-loving nature of Dionysus.59 On the rare occasions when this god appears armed, he and his maenads wield the thyrsus (an "ivied javelin" in Eur. Bacch. 25) rather than weapons carried on the shoulders.
Yet it remains a remarkably Dionysiac Apollo to whom Aeneas is compared in Aeneid 4.143-49.60 In causing the polar duality of Apollo and Dionysus to coexist in the persona of his hero, Virgil creates a further correspondence between Aeneas and the Tyrian queen who is metaphorically
Aeneas' twin; for Dido is simultaneously identified not only with the chaste Diana, but also with her sensual opposite, Venus. We will return to this point below.
In the pages that remain, limitations of space will allow only an outline of the manifold ways in which Aeneas' assimilation to Dionysus extends beyond the Apollo simile. Nevertheless, though necessarily brief, this outline will at least serve to adumbrate lines of inquiry that further study of this topic could conceivably follow.
Dionysus' aspect as a mountain god has already been documented above. as twin sister and brother is thus enhanced by exact parallels both in heaven and in contemporary history. From the close resemblance between Dido and Aeneas-existing in fact but expressed for the most part metaphorically-it would follow that if a polarity of opposites is embodied in Dido, the same is likely to be found in Aeneas as well. In Dido, such a duality is present in the contrasting figures of Diana and Venus, and ultimately in the opposed principles that these goddesses represent. Correspondingly, as Diana's chastity competes with Venus' sensuality for domination of Dido's soul,97 so does Diana's male twin, the god of restraint, coexist with-and, for a time, even succumb to-the god of abandon within the soul of Aeneas. To be sure, the possibility of Aeneas' "being" Marc Antony requires the concomitant possibility of his resembling Antony's divine archetype. At the same time, the Dionysus in Aeneas also corresponds to the Venus in Dido. On the level of the microcosm, Artemisian and Apollonian restraint vies with Venusian and Dionysiac abandon to control the individual psyche of Dido and Aeneas respectively. This conflict within individuals finds a macrocosmic analogue in the historical struggle of West against East, waged by Octavian against Antony, for domination of the Mediterranean world.98 In short, if the complex of polarities to which Aeneas belongs is to be internally consistent, the Apollo in Aeneas requires a Dionysiac antithesis with which to compete for control. Therefore, among several reasons for there being a Dionysus in Aeneas, the most immediate may be the simple fact that Apollo needs a rival to match the Venus who vies with Apollo's twin sister for the soul of Dido. Indeed, when Dido, Aeneas, and their courtiers assemble in Dido's banqueting hall, if only the roles of guest and host were reversed, it could justly be said-as was said in fact when their historical epigones convened on the Cydnus-that "Aphrodite comes in revelry to the side of Dionysus."99 Kenyon College
He is also represented as a hunter both in his mythology in general and in

